The 
Introduction: Purity, Authenticity and Meaning-Making in Cinematic Martial Arts
A fraught relationship exists between the action film and the world of martial arts. While the martial arts, in addition to a range of combat forms, have a plethora of cultural manifestations, including philosophies, histories, literature, myths, and religious associations, the film world only samples the most spectacular elements from this rich cornucopia of traditions. Filmmakers take advantage of the political dimension of martial arts by exploiting ethnic tensions (such as Japanese karate versus Chinese kung fu), cultural exoticism (for example, ideas such as 'Buddha's palm'), imperial ambitions (Cold War pugilism), gender (women warriors) and race (Asian and African American fighting stars). The fighting arts themselves take a backseat to the needs of the story, the development of the characters, the physical condition of the actors, the positioning of the camera, editing, musical accompaniment, and special effects technology. Accordingly, purists complain about the artificial or hybrid nature of the arts depicted on screen. Although most martial arts cannot boast any absolute purity of form, Leon Hunt notes, in Kung Fu Cult Masters (2003) , that 'authenticity' -the sense that the mishmash of styles on screen allows access to esoteric knowledge or vanishing cultural traditions -plays a key role in the genre.
Indeed, many practitioners actually came to the martial arts in the first place because of a particular film star or filmgoing experience (from Bruce Lee to the Matrix (1999), and so on). They must confront the contradiction between onscreen fight choreography and their own system. 1 Film performers who are also martial arts practitioners, like their non-acting peers, approach combat training in various ways and practice a wide range of styles. Some, like Bruce Lee, who was a child performer in Hong Kong cinema, were actors before becoming martial arts masters. Others entered the film industry because of their martial skills (most famously, Jet Li and Chuck Norris). Once in the movie business, exposure to different directors, choreographers and stuntpeople, as well as other martial artists, makes maintaining a 'pure' style nearly impossible.
Bruce Lee, of course, developed his own 'non'-style based, in part, on Chinese Wing Chun (Lee 1963 (Lee /1987 , 2 and this developed within a multi-ethnic, multicultural melting pot connected to transnational action cinema. He worked between Hong Kong and Hollywood with a wide range of martial artists from different styles (such as Dan Inosanto, from Filipino arts including kali, arnis, and escrima; and Ji Han Jae, from Korean Hapkido). These forms, as well as Western boxing, wrestling, Korean tae kwon do, several types of Chinese kung fu, and a variety of other fighting arts found their way into Lee's repertoire both on and off-screen.
If connected with an even broader range of martial arts history, then the cultural mix of early dynastic China with the span of cultural contact stretching from India to Japan, including the fighting arts and www.cf.ac.uk/JOMECjournal @JOMECjournal spiritual disciplines associated with Hindu-Buddhist teachings must be acknowledged. Arguably, Bruce Lee advocated returning to the formative period of Asian combat, because national divisions are relatively recent ethno-cultural stamps on earlier martial arts.
However, despite the fact that fight choreography draws on a wide range of systems, national antagonisms still play a significant role in the Hong Kong martial arts film plots, and 'karate vs. kung fu' serves as one of its most characteristic thematic structures. In Bruce Lee's Way of the Dragon (1973) , for instance, Tang Lung (Lee) proves the superiority of Chinese kung fu over Japanese karate when he demonstrates the power of his sidekick for the kitchen staff in karate gi at the restaurant he has come to defend from the mafia. Later, Lee, clothed in a traditional Chinese tunic and sash, goes up against black-belt Colt (Chuck Norris), dressed in a karate gi, to demonstrate the speed and agility of the Chinese arts. Symbolically, Lee faces off against the power of America in the form of the human weapon 'Colt', 3 wrapped in the attire of greater China's military nemesis and industrial competitor Japan. His act of pulling out Colt's chest hair and blowing the tufts into the dust of the ruined coliseum in Rome -an emblem of the decadence of the West -arguably speaks to the elemental nature of the fight between the Chinese hero and the anti-Chinese foe. Of course, the main problem with this description of the story is that it ignores the fact that Lee's eclectic art form (Jeet Kune Do) breaks with Chinese martial traditions and 'absorbs what is useful' from a global potpourri of fighting systems. 4 His sidekick, in fact, looks more 'Japanese' or 'Korean' in form than any type of Chinese kicking style, and the footwork in Lee's classic fight owes more to Western boxing (specifically Mohammed Ali's ability to 'float like a butterfly') than to Wing Chun or Tai Chi. This interpretation of the scene also glosses over the fact that Norris has stronger ties to Korean arts (Tang Soo Do/Tae Kwon Do) than Japanese karate. The anti-Japanese sentiments expressed in the story lose their purchase when the origins of the fight choreography come into play.
There has never been any absolute stylistic purity in any martial arts film, and Lee was never alone in mixing systems, ignoring form, and molding the traditional arts for screen entertainment. While Japanese-Chinese antagonisms provided the plot, the 'new style' wu xia pian, for example, at Shaw Brothers in the late-1960s and early 1970s pilfered swordplay from the popular samurai films of Japan (for example, Zatoichi Meets The One-Armed Swordsman (1971)), imported directors from Korea (such as Chang-hwa Jeong for Five Fingers of Death/King Boxer (1972)) and swallowed Hollywood action whole (consider Shaw Brothers' 'Jane Bond' films such as Angel With The Iron Fist (1967)). This is not to say that particular films or performers are not rooted in certain traditions. Many clearly are. It is rather that filmmakers draw on a range of martial arts to give the impression of authenticity, to define characters, create fictional antagonisms, sometimes to pander to perceived prejudices, and to maintain the conventional expectations of entertainment associated with the genre.
Because of the richness of the martial arts, viewers, who are not practitioners, may not appreciate the complexity of the cultural references they see on screen. In an age of CGI, the power of the physical performance also diminishes. There is, however, a parallel fan dimension to the martial arts genre, and viewers come to know the conventions associated with different types of what has been called 'movie fu ', 5 or the cinematic version of various martial arts.
6 Drawing on other films in the genre, directors, performers, and choreographers invent and disseminate 'movie fu', and viewers absorb it.
This could help to deepen our understanding of many dimensions here, such as, for instance, why so many martial arts films revolve around teaching, training and the master/disciple relationship. The films themselves seek to educate viewers to see the artistry on screen, to appreciate what effort goes into a fight, and to comprehend the significance of a particular element of the combat. Although these stories of personal development, challenge, and achievement transcend the genre, their importance to the way in which martial arts appear on screen cannot be underestimated. This is why Meaghan Morris focuses on the pedagogical dimension of the genre, and observes 5 A fan describes the martial artistry in recent remake of The Karate Kid (2010) as 'movie fu', http://answers.yahoo.com/question/index?qid=2 0110315132201AA1gguO. [Accessed 6 February 2014].
6 For a primer on martial arts choreography, see Kreng (2008) .
that there is so much for viewers to 'learn' from Bruce Lee (Morris 2001: 171-86 it had a proven track record as a successful film. As a Columbia coproduction with China Film Group, the concept behind the project needed to be easy to understand and communicable to various people, from those involved in vetting the initial package to those buying tickets in the United States, mainland China, and other important markets for action film around the world.
A few in-jokes in Zwart's version nod to fans of Alvidsen's original (for instance, the reference to trying to catch flies with chopsticks). However, the revamped settings, race, nationality and age of the characters, and only the bare-bones retention of the basic storyline involving puppy love and martial arts competition combine to make the 1984 and 2010 iterations of the story quite different. In addition, each film's approach to the martial arts differs greatly.
In the original, Mr. Miyagi (Pat Morita) is named after Chogun Miyagi, the founder of Goju Ryu, a type of Okinawan karate system that combines the 'hard' and the 'soft', the 'yang' and the 'yin', which differentiates Goju Ryu from the 'harder' Japanese styles. Indeed, keeping in mind the fact that Okinawa used to be part of the independent Kingdom of the Ryukyus, its martial arts traditions owe a debt to, but remain distinct from, the Japanese as well as Chinese fighting arts of the region (Krug 2001: 395-410 Chinese arts were also taught in Chinatown, but usually in a more informal fashion revolving around ethnic traditions such as lion dancing and dragon parades. Divided politically (proand anti-KMT), linguistically (Mandarin, Cantonese, and a range of other dialects), and stunted by exclusionary immigration policies, the Chinese community did not provide a fertile ground for the expansion of the Chinese martial arts. They developed along different lines. Fueled by the popularity of Bruce Lee, the televisual presence of David Carradine on the Kung Fu television series made the Chinese arts visible and highly appealing. Despite the existence of many amazing ethnic Chinese martial arts sifu and the dedication of non-Chinese instructors in Wing Chun, Hung Gar, Tai Chi, and other systems, the shear variety of forms, less rigid methods of instruction, and more www.cf.ac.uk/JOMECjournal @JOMECjournal complex styles made the Chinese arts less common on the tournament circuit, among movie stuntmen and choreographers, and as the form of choice for the local martial arts school. As in The Karate Kid (1984) , the dojo dominated, and even 'softer' Okinawan systems such as Goju Ryu were less common.
To give John G. Avildsen's film credit, the original Karate Kid attempts to push back against the very vicious antiJapanese sentiments of the Reagan era. Detroit was losing its hold on the international auto industry to the popularity of more fuel-efficient Japanese cars, and two years earlier the notorious killing of Vincent Chin, linked to anti-Asian sentiments in the Motor City, made the racist xenophobia even more violently apparent. Avildsen's Karate Kid responds to these antiJapanese sentiments by showing its avuncular Sensei Miyagi to be the owner of old American cars -the cars he makes his student clean and polish with his 'wax on, wax off' karate training technique.
Moreover, not only is the local dojo, the Cobra Kai, headed by a blond villain (Martin Kove), who interprets the Japanese arts in such a way as to empower his students as teenage bullies, but Miyagi's background speaks to the injustice of the WW II-era Internment of Japanese Americans, where he lost his wife and child. The film also places Miyagi in the all-Japanese American 442 nd Regimental Combat Battalion and makes him a decorated war veteran.
Bitterness mixes with patriotism, karate with bigotry, and the film attempts to make sense of the changing ethnic landscape of America by teaming a Japanese immigrant with an Italian American teenager united through the martial arts. However, the film also domesticates what was then the perceived threat of Japanese economic domination of a key American industry. Miyagi heals America, not only through his wartime sacrifice and valor, but also by enabling the best of his culture to be assimilated by American youth. No longer a competitor, the Americanized Japanese becomes an ally in the struggle against insularity and prejudice. As Nitta perceptively observes: that a Caucasian American boy recognizes a Japanese American's historical accomplishments, as well as learns his teacher's culture and even otherness as his own, may signify the political or strategic multiculturalism of contemporary America. The intersection of karate and American military actions at the character of Miyagi suggests a possible hegemony by which the US military intention recolonized -by way of recognizing -Okinawa's usability. Karate is not exactly a Japanese martial art but it has been developed in Okinawa, originally an independent nation: this movie, not necessarily sensitive about depicting the foreign culture, never fails to express this fact. (Nitta 2010: 389) In other words, cultural differentiation, through the martial arts, surfaces when needed to drive home an ideological point. Okinawa functions as a part of Japan until it must take on a separate identity in the service of American military interests.
Forcing the 'karate kid' to practice 'kung fu' in the 2010 remake uncovers similar issues related to race, American culture, and the martial arts. The slippage between karate and kung fu in Zwart's film, in fact, brings to the surface a Brown (1997: 24-48) .
11 For more on the importance of Asian martial arts in the African American community, see Kato, M. T. (2007) and Prashad (2001) . For more on the racial politics of the popularity of Hong Kong kung fu films in the inner city, see Desser (2000: 19-43 Okay, the title of the 'new' karate kid title may be a misnomer in the literal sense. But I don't consider the title a mistake. Some may argue that the filmmakers are demonstrating cultural insensitivity to Chinese and Japanese martial artists. But I believe the karate/kung fu discrepancy can also be interpreted as masterful perception. Because a master, like Bruce Lee or Jongsanan, knows that at the core, there is no real difference between any of the martial arts. In fact, this is the very sort of provincial distinction Bruce Lee fought against throughout his life. (Lam 2010) Given common ancestry, combined histories, and the complex weave of the martial arts film as a transnational phenomenon, putting too fine a point on the cinematic differences rather than the cultural roots of Japanese/Okinawan karate and Chinese kung fu may not be necessary.
Hollywood, in fact, has contributed to this slippage for decades. Ed Parker, founder of American Kenpo Karate, for example, trained many celebrities, including Elvis Presley, Blake Edwards, Robert Wagner, George Hamilton, Robert Culp, Joey Bishop, Warren Beatty, Elke Sommers, and many others, in his system. Parker brought 'kenpo' ('kempo'), a hybrid combination of Japanese, Okinawan, and Chinese martial arts popular in his native Hawai'i, to the American mainland. He opened schools, instituted karate tournaments, and wrote several books, including Secrets of Chinese Karate (Parker 1963) . In that volume, Parker looks at the similarities between Japanese and Chinese martial arts systems, noting their common ancestry. Because of this background, Ed Parker became a magnet for Asian martial arts adepts, including Bruce Lee, whom he helped to promote on the West Coast.
However, although often elided in Hollywood, distinctions among the Asian martial arts exist and function in particular films in various ways. In the case of Zwart's Karate Kid, these differences go far beyond the title of the film and the shadow of the original to the very heart of the construction of a global audience for contemporary Asian martial arts. Teasing out the details of the kung fu shown on screen in the remake, in fact, reveals a new global formation of viewers for action cinema. (1993) . While they represent the villains in The Karate Kid, it seems important to note that virtually all of the principal stunt team seen in the film come from Mainland China with the same wu shu credentials. Wu Gang, the stunt coordinator, who trained Jaden Smith for his role as Dre, shares a similar background (Nasson, no date) . Based in Shanghai rather than Beijing, Wu boasts of several world as well as national wu shu championship wins and has been an active member of Jackie Chan's inner circle for several years. An obvious affinity exists between Hong Kong cinematic kung fu and PRC wu shu, since so much of the sport revolves around theatrical flourishes and athletic displays that can stand out in competition.
From Wu Shu to Movie Fu
While 'wu shu' simply means 'martial art' in Chinese, it has come to represent a particular standardization of Chinese martial arts in the People's Republic of China, which established the All-China Wushu Association in 1958 (Wu 1992) . A brief shot of the 2008 Olympic Village in Beijing and its iconic 'bird's nest' stadium in The Karate Kid reminds the savvy viewer, however, that wu shu continues to be slighted as a competitive sport and remains unsanctioned by the Olympic committee. The emphasis in wu shu practice is on potential health benefits, physical strength, and athletic prowess rather than philosophical depth, selfdefense, or historical authenticity. In order to develop as a competitive sport, as part of physical education curricula, and to suppress any residual religious, superstitious, or politically subversive elements of the martial arts, the government set up a commission to provide guidelines for recognized emptyhand and weapons forms. These include long fist (changquan), Southern fist (nanquan), and Tai Chi (taijiquan) as well as long and short weapons sets. Shaolininspired animal forms add whimsy and the opportunity for acrobatic flourishes. The regimented practice sessions involving forms in The Karate Kid draw on these standard sets. Shot on location at the Beijing Shaolin Wushu School (Nasson, no date), the mass scale and regimentation of the training shown on screen as the camera cranes up to reveal the impressive number of the students going through their routine acquires a sinister quality when Dre spots Cheng as one of the pupils. If wu shu/san da takes the place of the 'hard' karate from the 1984 film, then 'real kung fu' steps in for the softer GojuRyu and provides the 'soft power' in the remake. The irony, of course, is that Mr. Han's 'real kung fu' comes from the theatricality of the Hong Kong kung fu film and its soft power from aspects of martial arts already part of the wu shu curriculum (e.g., taijiquan). In fact, the 'authenticity' or purity of the martial arts on screen is not important. 
The Kung Fu Film Vault
In addition to training with the wu shu champion Wu Gang, Jaden Smith also watched Jackie Chan movies in order to prepare to portray Dre in The Karate Kid: 'I watched a lot of Jackie's movies and even copied some of his moves' (Bergstrom 2010 Donnie Yen inaugurated the current franchise in 2008, and the legendary teacher has been portrayed by Tony Leung, Anthony Wong, and To Yu-Hang in recent films as well. In The Karate Kid, the familiar wooden dummy takes the form of a long peg hammered into a telephone pole. In place of Mr. Miyagi's 'wax on, wax off', Mr. Han has another routine for Dre. Since Han witnessed Sherry's irritation with her son's failure to hang up his jacket properly, the master has developed an exercise to train Dre in blocking based on hanging his jacket on the wooden peg. Dre intones his mantra: 'Pick it up, hang it up, take it down, put it on, take it off, hang it up, take it down, put it on the ground, pick it up'. Han has such a commitment to this exercise that he holds an umbrella over Dre so he can continue to train in the rain. However, it bears little resemblance to Wing Chun wooden dummy exercises, although it does seem to achieve the same results in the fictional world of the film, and Dre's limbs strengthen and reflexes sharpen.
Legendarily developed by a Buddhist nun, Ng Mui, and named after her www.cf.ac.uk/JOMECjournal @JOMECjournal student, Wing Chun, the eponymous system, supposedly designed to counter the Shaolin kung fu from which it diverges, relies on direct, close-quarter attacks, blocks, counters, and low kicks that do form a part of the Hong Kong martial arts film lexicon. However, the simplicity of much of the system does not make it the most attractive foundation for action choreography. Sammo Hung uses Wing Chun as the basis for part of the choreography in The Prodigal Son (1981), but the foundation for the martial artistry he puts on screen comes from the same source as Jackie Chan's choreography, since both grew up as Peking opera 'brothers' under Yu JimYuen at Hong Kong's China Drama Academy.
Given its location at the mouth of the Pearl River Delta, Hong Kong has absorbed many of China's southern kung fu systems. While Wing Chun continues to be popular, other southern combat systems are more closely connected to performance arts. Of these, Hung Gar has been the most influential, and one of Wong Fei-Hung's pupils, Lam Sai-wing, is credited with popularizing the system in Hong Kong. 17 In addition to Liu ChiaLiang's contribution to fight choreography, Hung Gar-inspired fighting has had a place on Hong Kong screens at least since the beginning of the wildly successful Wong Fei-Hung film series starring Kwan Tak-Hing.
Although Kwan was not a Hung Gar adept, many of the choreographers, actors, and stunt personnel involved in the series did practice the style. Perhaps because of its connection to lion dancing and street performances, Hung Gar boasts many complex and visually engaging forms, including Tiger-Crane, Iron Wire Fist, and Five Animals. Hung 17 For a history of the style, see Lam (2013) .
Gar is also the basis for the 'nanquan'/Southern Shaolin forms in the PRC's wu shu system, so, when Jet Li took up the role of Wong Fei-Hung in Tsui Hark's series Once Upon a Time in China in the 1990s, he had some familiarity with the style. Dre's open fighting stance with one hand extended inviting his opponent's attack resembles Jet Li's interpretation of the same position with nearly identical choreography based on nanquan sets.
In Drunken Master, which inspired much of the choreography in The Karate Kid, Jackie Chan plays a young Wong FeiHung, who undergoes unorthodox training under Simon Yuen as Beggar Su. Chan's comic treatment of the character bears little resemblance to the sober Confucian elder portrayed by Kwan TakHing or Gordon Liu's interpretation of the early training of Wong Fei-Hung (Huang Fei-Hong) in Liu Chia-Liang's Challenge of the Masters (1976). However, it makes sense as a way to differentiate himself, as a Peking opera performer, from Kwan Tak-Hing and Gordon Liu. Hung Gar does, indeed, have 'drunken forms', and modern wu shu includes 'zui quan'/drunken fist as a recognized competitive routine. Chan's version of drunken boxing in Drunken Master displays his opera training and athletic prowess with backbends, sweeps, high kicks, flips, and complex footwork that takes full advantage of the theatrical qualities of the martial arts.
In a scene in which he comes to Dre's rescue and fights the schoolyard bullies early in The Karate Kid, Chan, as the tortured alcoholic Han, puts the kids in locks, evades their strikes with back bends, and controls them with the sleeves of their jackets. Dre is impressed, and Han becomes the boy's reluctant master, taking up Simon Yuen's role as However, the fact that the pupil in the film becomes the master's puppet in order to achieve the level of fitness necessary to compete in a tournament needs to be examined more closely. Between Bruce Lee's assault on the rigidity of traditional martial arts forms, which he dismissed as the 'classical mess', and the violent rebellion of the young Red Guards across the border as well as considerable civil unrest in Hong Kong during the late 1960s and into the next decade, the generational tables were poised to turn. The elderly Beggar Su relishes taking his revenge on the youthful Wong Fei-Hung through his sadistic training methods, and audiences enjoyed the comedy of seeing the young Jackie Chan suffer. Violent youth was being tamed, and martial arts training used to discipline its screen representative in the person of Jackie Chan.
However, in the case of Dre in The Karate Kid, the older Chinese master manipulating the puppet strings of an African American child, wearing a t-shirt with the red star of the Chinese Communist Party prominent against a khaki background, conveys a very different impression. Given the film's need to appeal to the mainland as well as U.S. and other international audiences, The Karate Kid must balance its negative depiction of state-sponsored wu shu with a recognition of the equally 'legitimate' place the traditional arts have www.cf.ac.uk/JOMECjournal @JOMECjournal in the People's Republic. In the fictional world of the film, wu shu/san da looks modern and somehow less 'Chinese', since the practitioners from the statesponsored academies wear sweat suits, while Dre seems more traditional in his Chinese tunic. However, as the yin/yang motif on the floor reminds viewers, both styles spring from the same source; the soft and the hard complement each other to strike a balance.
The film attempts to create a similar equilibrium geopolitically. The African American child in Chinese garb recognizes the future hold China has on the world's youth in a way that Jackie Chan in his early films did not. This is not violent youth under the thumb of the Chinese elders, but the recognition of Chinese cultural superiority, its ability to moderate its own excesses, and a sign of its soft power in the arena of global media. It visually flips the famous 1959 photograph of a youthful Chairman Mao with an elderly W.E.B. DuBois. Now, the Chinese master mentors African American youth rather than the other way around.
The slippage between political control and the self-discipline needed to become a martial arts champion haunts the image of Dre as Mr. Han's puppet. This resonates as well with Jackie Chan's political views, which have been regarded as 'undemocratic'. In 2009, commenting on the apparently chaotic political system in Taiwan, he was quoted as saying: 'I'm gradually beginning to feel that we Chinese need to be controlled. If we're not being controlled, we'll just do what we want' (Bloom 2009) . No longer the comic drunk of his earlier film career, Chan now speaks with a much sterner public voice as he takes on avuncular roles in films such as Rumble in the Bronx (1995), in which he befriends a disabled boy confined to a wheelchair and lectures American street gangs on their rude behavior (Fore 2001: 115-42; Fore 1997 239-264) . Pang Laikwan observes that he adopts a similar tone off-screen as well: 'He assumes a heavy, Chinese paternal voice when he speaks to Hong Kong's media' (Pang 2007: 207 As master and pupil climb the mountain, they encounter Taoist monks and nuns doing taiji forms, demonstrating qigong exercises, and meditating in temple courtyards. They come across a woman adept perched on a ledge opposite a cobra -snake and woman swaying in unison. Given most systems of Asian martial arts rely on so-called animal forms, this scene updates the 1984 film's use of the crane stance by allowing Dre to focus on the snake for his inspiration. The snake and the crane, in particular, figure prominently in Wing Chun and the Shaolin animal forms, and Jackie Chan performed snake-inspired routines in many of his early features as well (notably, Snake in the Eagle's Shadow).
Zhou Xiaofei, a martial arts champion from the People's Republic, who was leader of the Jiangsu Martial Arts Team and the Bayi Martial Arts Team, 18 plays the snake charmer on the cliff. At first Dre makes a 'hard' style mistake and assumes the woman imitates the snake in order to acquire a better understanding of its natural strength; however, Mr. Han corrects him and notes that the snake reflects the movement of the woman, since she is still like a reflecting pool of calm water. Not only does the metaphor harken back to Bruce Lee's famous dictum to 'be like water', but the taiji notion of reflecting and yielding to an opponent brings another dimension to Dre's training. As anyone who has practiced taiji's tui shou (pushing hands) knows, yielding to power turns the force against the opponent. In the same scene, Dre drinks from a pool with a yin/yang design to strengthen his resolve. However, the next exchange between Dre and Han translates this message into one of control. Dre wants Mr. Han to teach him to 'control' people, and the stillness of the Taoist adept becomes 'focus' instead. When Dre draws a diagram of his understanding of the woman's power over the snake, he shows dots radiating from her eyes mesmerizing the serpent. (Szeto and Chen 2012: 115-134; 2011: 239-260; 
